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Kropu/ Mapua MmnpoHoBsa

HACHEIHLIA

[1O TTPAMOV

ObIUHO HeMpemeHHoe Npwi-
OcyTCTBI/Ie MONOOV aKTPUChI B

NoOOM GECTMBANBHOM »KIOPY —
[aHb Tpagnumu. [oka CypoBble MyKUnHbI
peLLaloT, KOMY Pa3AaTb MPK3bl, OHa NO3K-
pyeT GOTOKOPPECMOHAEHTaM FamyPHbIX
M30aHWUM Ha KOBPOBOW AOPOXKKe. He
Takosa Mapuna MnpoHoBa — Kpacasmua,
YMHMLUA 1 YenoBek, obnafatoLmin kno-
ueBblM KauecTBoM Anda GecTMBanbHOro
CyMN: yMeHVeM COBepPLLATb BbIOOP.

HacnegHuua yBaxkaemon AnHacTuu,

OHa — [JOYb apTUCTOB, B KaXKLOro 13
KoTopbix 6bin Bo6NeH Bech CCCP,
obantenbHoro AHapes M1MpoHoBa 1
He3abBeHHOM «paancTki Kat» Ekatepu-
Hbl [pagosow. CemmneTHeN AeBOYKON
nebTrpoBana B «[prKoYeHmax
Toma Corepa 1 leknbbeppn OriHHa»
CraHvicnasa [oBopyxmHa B ponuv bekkun
T5Tyep — HO ManoneTHew 3Be300W He
cTana. OKoHYMNa WKOAY ¥ TONIbKO NOTOM
noctynuna B LLyknHckoe TeatpanbHoe
yumnuLe, oTkyaa nepesenacs 8o BIVIK,
Ha Kypc Muxawna [ny3ckoro. Tem He
MeHee, NoC/1e OKOHYAHMA UHCTUTYTa
crenana BblIbop B nonb3y Teatpa. C 1997-
O OHa CJYKMT B OAHOM 13 CaMblX APKINX
CTOSINYHBIX TEaTPOB — «JleHKome». Ha
ee CYeTy — POV B HawymeBLMX «[1Byx
XeHUMHax», «[nave nanavay, «TapTiode»,
«Buzute fambl». OfHOBPEMEHHO C 3THM
MwupoHoBa pellaeTca Ha elle bonee
CMesble SKCNEPUMEHTbI C PEXMCCEPOM,
6ecwaballHO NpenapupyoLLMM KNnaccu-

yeckme TekCTbl, AHapeem Konaakom. bes
aKTPUChI, 00NaaaloLlen MUPOHOBCKOWM
CaMOAVCLMNANHON, HUKOrAa Obl He Co-
KUNUCb TakMe CNeKTakW, Kak «4Yalikay,
«Denpa. 3010TON KoNoc» U «KapmeH. Mc-
x04»; MMPOHOBA CTana My301 XapbKoB-
CKOro pagvkana.

Bce ee Harpafbl — TeaTpanbHble: npe-
Mua 1M, EBreHna JleoHoBa, «3onoTas
Mackay, <Kymnp», «3se3fa Teatpana». He
[IOBOSbCTBYAChH YUaCTbIO NCMONHUTEb-
HULbI, MMpPOHOBa B34na Ha cebs 1 bonee
Cepbe3HyI0 POJb — CErOAHA OHa Coyupe-
autens QoHja NoAaePKKY AedTenei
NCKYCCTB. YBbI, pe3ynbTaT — CPaBHUTENbHO
HebOoNbLLIOM Habop PaboT B KMHO. XOTH,
Hauae paboTaTb C [OBOPYXMHOM, MNaHKN
aKTpWCa He CHXKAET: ee CHUMatoT Anek-
caHgp MpowwkuH, Masen JlyHruH, Bnagn-
MUP XOTUHEHKO, Duannn AHKOBCKNI,
Tumyp bekmambeTos. Mexxay npounm,
OHa — OHa 13 0bnafaTeNnbHUL, KONneK-
TMBHOrO NPW3a 3a aKTepCKUiA aHcambb,
npucyxaeHHoro «Ceaabbe» JlyHrHa
B KaHHax B 2000-M Tem Cambiv JTtoKom
beccoHom, KOTopbI CeroaHa CTan ee Kos-
nerow no xwopy MMK®. CaepKaHHOCT,
Cepbe3HOCTb, CTPEMIEHVE MPOHMKaTb B
CyTb Kaxaow ponu no3sonaT MnpoHo-
BOW BbICTPAVBATb XapaKTep 1 0bpa3 faxe
Tam, e peyb MAET O paboTax «BTOPOro
nnaHax. Jlydlwas Harpaga — NpyiaHaHve
nyOnvKI, KOTOPas y3HaeT B HEN AOCTOM-
HYIO JOYb BbIAAIOLLMXCA POAUTENEN.

.

AHmMoH JonuH

MARIA MIRONOVA

Jury

actress on the festival jury is no more than a
tradition. While severe men decide who shall
get the prizes, she poses for glamour magazines
on the red carpet. That is not the case with Maria
Mironova, a beautiful smart person, who possesses
the quality, essential for a festival jury member. She
knows how to make a choice.

She is the scion of a respected dynasty, the
daughter of actors who were the heart-throbs of
the entire Soviet Union - the charming Andrei
Mironov ad the unforgettable “radio operator Kat”
Ekaterina Gradova. At seven she debuted in “The
Adventures of Tom Sawyer and Huckleberry Finn”
by Stanislav Govorukhin, where she played Becky
Thatcher, but she did not become a child star. She
finished school, went to the Schukin theatrical col-
lege and then transferred to VGIK, where her mentor
was Makhail Gluzsky. And still after graduation she
chose heater. Since 1997 she has been employed
at one of the most notable theatres of the capital
“Lenkom’”. Her portfolio includes roles in the much
talked-about “Two Women’, “Cry of the Executioner”,
“Tartuffe’, “Visit by a Lady”. Simultaneously she dares
to undertake even braver experiments with the
director Andrei Zholdak, who fearlessly manipulates

l ' sually the mandatory presence of a young

classical texts. Without the self-disciplined actress
there would never have appeared such productions
as“The Seagull’,“Phaedra. The Golden Ear-of-Corn”
and“Carmen. Exodus”. Mironova has become the
muse of the innovator form Kharkov.

All her awards are theatrical: the Evgeny Leonov
Prize, “Golden Mask’, “Idol’, “Star of the theatre-lover”.
As if the role of an actress was not enough for her,
Mironova undertook other activities, becoming
a co-founder of the Fund for the Support of the
Workers of Art. The unfortunate result is a rather
small number of cinematic roles. Though, having
started her career with Govorukhin, the actress does
not lower her standards. She acted for Alexandr
Proshkin, Pavel Lungin, Vladimir Khotinenko, Filipp
Yankovsky, Timur Bekmambetov. Incidentally, she
is one of the winners o the ensemble prize, which
Lungin’s “Wedding” won in Cannes in 2000. The
prize was awarded by Luc Besson, who is now her
colleague on the MIFF Jury. A reserved and serious
actress, Mironova strives to reveal the essence of
each role and to create a character, an individual
even in supporting parts. Her best award is the love
of the audience, who recognizes her as the worthy
daughter of outstanding parents.

Anton Dolin
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NOIEISURE Bopobeit / Pex. lOpuit LLUnnnep

exuvccep dunbma «Bopobeli» Opui Lnn-
N1ep 3aKkaH4mBan B 60-e rofbl MacTepCKyio

UrpoBoro dunbma Mpuropua Yyxpas, HO Tak
C/IOXKMNACh €10 »KM3Hb, YTO OH 1 3aLLMLLIAN AUMIOM
[OKYMEHTaIbHbIM GUIBMOM, W BCIO »KM3Hb CHIMAn
TOMBKO HEMIPOBOE KMHO, 1 MPUTOM MpenmylLiie-
CTBEHHO KOPOTEHbKME GUIbMbI.

Ha mon B3rnag, fOpa LWvnnep — nyywumnin fOKyMeH-

TanMCT CTPaHbI. V1 0eno He TobKOo 1 CTObKO

B npodeccun. MpodeccMoHanoB y Hac 4OCTATOUHO.

Ho Bcerga nopaxano: oTKyAa y 3Toro pexuccepa
CO CN1aBHOW 3apybexkHON Gamunier Takas noboBb
K Poccuu, kakyto He HanTi y IBaHOBbIX, [1eTpOBbIX,

CnpopoBsbix. Takaa mnageHyeckan HexXHOCTb

K PYCCKMM MPOCTOPaM, MONAM, Iecam, Kaxkaow Tpa-
BUMHKe, 1 OCOOEHHO K [IeTAM, KOTOPbIe BCeraa y Hero
JINYHOCTHO BbIPA3UTESNbHBI 1 YEPTOBCKM MBI,

1 BOT, HarkoHel, Opa LLvnnep cHAn nonHome-
TPaXXHbIN UTPOBOW GUbM. M 5TO CHOBa BCe npef-
nouTeHuA macTepa. Pycckasa AepeBHsA, pycckue npo-
CTOPbI, MOTPACAIOLNIA ManbUMK-repori Bopobber no
Knnuke Bopobeit 1, Kpome MUIOBaHWA, Tparnyeckas
nctopma. TabyH KpacKBbIx folWafer, KoTopele € ca-
MOrO Hauana Gpubma Toxe ero repou, — OT Ux CTaTu
1 NPenecTy Hefb3A a3 OTOPBaTh, — Npeaceaatenb
KOMX03a, KOTOPbIM NOTPaTHA OOLeCTBEHHbIE AeHbMM
Ha UTO-TO COBCEM MHOE, XOUEeT OTBE3TU Ha BOMHIO
1 NPOAaThb Kak MACO, UTOObI MOMOMHUTbL Kaccy.

Bce »xmntenu 3HatoT 06 3ToM, HO TO 11 BoATCA,

TO N1 NEHATCA NepeunTb. V Toraa AeCATUNETHNI
MasbuVK TaiHO GepeT y Aefa-OXOTHMKA BUHTOBKY

1 NaTPOHbI, CTAHOBUTCA Y MOCTVKa—Nepee3aa Ha
nyTW rpy30BMKa C NOWaAbMU B Ky30Be, BCKMAbIBAET
BMHTOBKY M KPWYUT: «He ABMraTbCA, 3aCTpentol».
lNpencenatens He BbIAEPKMBAET TaKOroO OTNOPA

1 NOBOPAUMBAET MalLVHY 0OpaTHO.

[Nooymaelb, AepeBHsA, NoWwaau, ManbumK, Npo-
CTble MOKOCKBLIMECA 3a00Pbl, HEOPOCKII ObIT,
BMAEHHbIE elle cO BpemeH JleBuTaHa 1 KopoBuHa
MblbHblE JOPOrKW, NepeceKkatole None 1 yTbiKato-
LMECA B NeC, BELAYLMI «He CKaxy, Kyfa». .. A Kakad
AylweBHasn TpeneTHOCTb! M CKonbKo B ero reposx
BHYTPEHHEro HepacTpadeHHoro 61aropoacTBa,
FOPAOro »KenaHnaA 06XKKBaTb — NMOKa »KMBETCA — BOT
STy MUAYI0, MPOCTYIO, BEUHYIO 3EMITIO, laXe He
3arnAabiBas 3a rOPY30HT, 33 KOTOPLIM — bonbluas
cTpaHa. / ee Hapo obeperaTb OT ANKOrO XenaHua
6e3pacCyHbIX XEPTB, M3-3a KOTOPbIX PYLIMTCA He-
YTO COKPOBEHHO BaxKHOe AnAa Poccum.

[lepesHn, nowwaau, CHel Bopobbs, B KOTOPbIX BCE
Te e NoNA 1 nepeKaTbl FOPU30HTa, HO MOYeMy-TO
rof0ca MaTepu 1 OTLA 3BYyYaT C TPEBOXKALLEN FPOM-
KOCTbto. Ha aKpaHe — cnbupckmne ganu, a HacTpoe-
HVE — UEXOBCKOE, CJTOBHO 3TUM NtoAAM 1 00 3TWX
THOAAX HANMCAHO: «Mbl CKaXkeMm, YTO Mbl CTPagany,

1 bor cxanuTca Hag Hamn. Mol YBUANM KM3Hb CBET-
NYI0, MPEKPACHYIO, U3ALLHYI0. Mbl OTAOXHEM. . .»
Jlroomuna [joHey
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SPARROW

(\/O ROBEY)
N Dir. Yuri Shiller

Im course by Grigory Chukhrai in the 60s, but his
diploma work was a documentary and then all his
life he shot only documentaries, predominantly shorts.

I've been studying documentary cinema for a
long time and in my opinion Yura Shiller is the best
documentary director in this country. The important
thing is not only the profession and not so much the
profession. There is no lack of professionals. It always
amazed me that the director with such a foreign-
sounding name as “Shiller’; should feel such love for
Russia, which no Ivanov, Petrov or Sidorov is likely
to display. He has this childish tenderness for the
expanses, fields, forests, grass and especially for chil-
dren, who are always so personalized and expressive
and uncannily charming.

And now Yura Shiller has finally completed a
feature-length live-action movie. There we discover
all the author’s preferences. Russian village, Rus-
sian expanses, the incredible boy protagonist called
Vorobiev and nick-named Sparrow, and a tragic story
in addition to necking. The chairman of the kolhkhoz,
who has spent public funds on some other business,
decides to make up for the missing money and take
the herd of the beautiful horses, that you can't take
your eyes off and who are also characters in the
movie, to the slaughter house and sell their meat.

Everybody knows it but is either too afraid or too
lazy to speak out. It is then that the ten-year-old boy
secretly borrows his hunter grandfather’s rifle and
bullets, takes a position at the bridge over the river,
where the truck carrying the horses should pass,
holds up his rifle and shouts:“Stop! Or I'll shoot”. The
chairman can't stand this challenge and turns back.

So what is so important about this village, horses,
boy, rickety fences, dreary routine; dusty roads famil-
iar since the times of Levitan and Korovin, that cross
the field and reach the forest, leading “no one knows
where" But what spiritual reverence! How much inner
nobleness there is in these people, who show the
proud determination to live and grow roots — while
it is still possible — on this dear, spacious, eternal land
without casting glances at the big country stretch-
ing out beyond the horizon. It must be protected
from the wild fantasies of insane victims which bring
about the destruction of something innermost, very
important for Russia.

The village, the horses, Sparrow’s dreams about
the same fields and distant horizons, but for some
reason in his dreams the voices of his mother and
father sound alarmingly loud. The Siberian expanses
on the screen are coupled with the Chekhovian mood
as if the following words were addressed to these
people and written about these people “We'll say that
we suffered and God will pity us. We'll see the bright,
beautiful, graceful life. We'll rest...”

-I-he director of the “Sparrow” completed the feature
fi

Lyudmila Donets
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uTepatyposepa Metepa QGaparo

npurnawwaioT 8 bptoccenb untath

NeKLMn No GnamaHacKom nuTepa-
Type. [Janekuit oT NOANTVIKA V1 BNOMHE
MUPHO COCYLLECTBYIOLNI C COLUMANNCTU-
YECKIM CTPOEM, OH HEAOMTO PA3MBILLAAET,
Korga AVH (opraHbl rocyapcTBeHHOM
6€30MacHOCTL) MOPYYaIOT EMY BbINMOHWTL
OTBETCTBEHHYIO «MUCCLIO». A UMEHHO: Yro-
BOPUTb 3HaMeEHWTYI0 AHHY KeTnu, He xkena-
I0LLYIO METb C BNACTAMM HUYEro obulero,
BEPHYTbCA Ha poanHy. Ee Bo3BpalleHe
03HameHOoBano bbl COBO CepbesHyto
nobeny pexuma. AHHa Ketnm Bo BpemeHa

BeHrepckow peeontoumm 1956 roga Bos-
rNaBnAna NapTuio COUMan-AemMoKpaToB 1
BXO[a B COCTaB NpaBuTenbCTaa Mmpe
Haga. Ee nonynAapHOCTL B Te rofbl Mormna
CPABHUTBLCA NN C MOMYNAPHOCTBIO
CaMoro npembep-mM1mH1cTpa. Nocne pas-
rPOMa BOCCTaHWA OHa MOKVHYya CTPaHy,
1 C Tex NOp BOT yxe ABafLaTb NET XKMBET
3a rpaHnLen, NPOAOIKaA BECTU aKTUBHYIO
NONNUTUYECKYIO AEATENBHOCTD ¥ OCTaBaACh
nnameHHbIM 60PLIOM 3a CBOOOAY BEHrep-
CKOro Hapopa 1 CTOMb »Ke MaMeHHbIM He-
HaBWCTHUKOM NpaBneHna AHowa Kagapa.
Monogoro ¢punonora, eCTecTBEHHO,

) / Pex<. MapTa Meccapouu

MHTEepecyeT, NoYemy MMEHHO eMy Mo-
py4eHO CTOMb OTBETCTBEHHOE 33jaHVie,
Be[lb OH Jlaxke He ABNAETCA YIeHOM
napTuw. BolAacHAeTcA, uTo ero aaaa Jlacno
6blN He TONbKO COPATHMKOM AHHBI MO ee
noAnTnYeckol bopbbe, HO 1 MOBOBBIO
BCen ee x13HK. OpraHbl, KOTOPbIM O C1X
Mop HUYEro He yAaBanoch Jo6UTLCA OT
HEMOKOPHOW, PacCUNTLIBAKOT Ha TO, YTO
Hemono[an, Ho BCe ellje MpeKpacHas 1
eHCTBeHHaA AHHa pacTaeT OT CeHTVMeH-
TaNbHbIX BOCMOMUHAHNI.

AHHa, NOHaYany HaCTOPOXKEHHaA,
NoCTeneHHo NMoaaaeTcA YroBopam, OHa
61aroBONT 1 Aaxke BblKa3blBaeT onpefe-
NEHHOE PACMONOXeHMEe K MOOAOMY
YesoBeKy, KOTOPbLIN HaNOMUHAEeT el ee
Jlacno. OgHaKo CAMLLIKOM MHOTO 1CMbl-
TaHWUIM TIOPbMaMMU, MbITKaMK, CMEPTAMM
OM3KIX €1 NPULLNOCh NEPEXMNTD, UTOObI
COMNAcUTLCA XOTb Ha ManewLLyio yCTymnKy
HEHABUCTHOMY PEXMMY. TO 3HAYMIO Obl
nepeyepKkHyTb CBOK COOCTBEHHYIO »KI3Hb
1 NpefaTb CBOE NPOLUOe, CBOU MAeansl,
CBOVIX TOBapULLIEN.

Bce ee nnuHoe cyacTbe BvellaeTcA B
YAUHYI0 TeneQOoHHYI0 Oy/Ky, B HECKONBbKO
6pOLLEHHBIX B MPOPE3b aBTOMATa MOHETOK
1 AaneKui ronoc Camoro 4OPOroro Ha
cBeTe Yenoseka. [1na rocnoguna dunono-
ra BCe npouclefee CTaHOBUTCA BEUHBIM
CTbIAOM ¥ MO30POM. VIcTopwA ero Bu13uTa K
yavisuTensHom AHHe Ketnmn obpamnsaeTca
KaZipamMui XPOHWKM «6apXaTHOMN peBo-
NIoUMW» 11 BbIBOJA COBETCKYMX BOWCK 113
BeHrpuu, a Takke ero ropbKor MCNoBeabio
mrauiemy 6paty, KOTOpbI C MNaablx neT
BblOpan ceba coBepLIEHHO VHYIO AOPOTY.
[opory coboapl. [lopory, o KoTopon
npoLwnv AHHa Ketnm v Jlacno ®aparo.

KaptvHa MapTbl Meccapolu, Knacchka
BEHrepCcKoro KnHematorpada, Kotopyio
BCeraa vHTepecoBany Npobnembl cBO60-

MU3Hb - 5TO POMAH

SROLY VMOV AV A @EPIVY [11kve Tpasbl (Les herbes folles) / Pexx. AneH PeHe

Obl ¥ TOTANUTaPU3Ma, IMYHOCTU 1 BNACTH,
BbIOOPA MEXAY NMYHBIM CYACTHEM U
J0Nrom (0CODEHHO B XEHCKOM MPEenom-
NEHWV), NPOAOIIXKAET Nyyllne TPaanLmUm
HaLMOHANbHOrO KNHO, KMHO «MOPafibHOro
6ecnokoicTeax. B dunbme ToUHO npo-
paboTaH NCTopUUeCKmit GOH, XOPOLIO
13BECTHBIN pexumccepy (8 2004 rogy oHa
CHANa KapTuHy «HemnorpebeHHbIn» — 06
Vmpe Hane), Ha GoHe XPOHWKM BeHrep-
CKMX PEBOSIOLNI B CIOXeTe NOABNAITCA
13BECTHbIE MONUTMYECKIE JeATeN!,
Takme, Kak MpemMbep-MUHWCTP V3panna
fonna Meup. He Ha TpubyHe, a Ha viBaHe
Y AHHbI, C PIOMOYKOI 4OOPOTO BUHA 1
6ONTOBHEM O UEM-TO KEHCKOM. . .

B kapTvHe, kak v Bceraa y Maptel Meca-
POLL, MHOFO NIMYHOTO. EV camom Npurwnoch
NePEeXMTb KOLIMap TOTaMTapm3ma — ee
oTel, SMUrprpoBaBLUMiA B COBETCKMN
Coto3 8 1935 rogy, norv6 B CTanmHCKoOM Y-
J1ATe, Apama NATbAECAT WeCToro roga — ee
NIMYHaA Apama. Tparmyeckoe NpoLuioe He
OTMyCKaeT, v paHbl BCe ellle 6onAT.

EezeHus Tupoamoea

YaCTHMK BHEKOHKYPCHbIX Noka3oB MMKO c pa-

nekoro 1959 ropa, AneH PeHe, pa3ameHABLUNI

cefibMOW AieCATOK CBOEW XN3HW B KMHeMaTo-
rpade, 1 B mocnefHne rofbl He nepecraeT yanBAATb
ayanTopMIo pasHOO6pasmem xaHPOBbIX U TeMaTy-
YeCKMX MOVCKOB. 3a4NCIEHHbIV B PAAbI PeXNCCepoB
«HOBOW BOJIHbI» Gnarofapa fep3KnM sKkcnepu-
MeHTam B 0611aCTV SKPaHHO Bblpa3nTENbHOCTI U
OTKPbITO AeKnapupyemomy HenpuraTuio Gpalimsma,

MWIMTapU3Ma 1 KONIOHUANMUCTCKMX aMOULMIA, aBTOP
drnbmoB «Xnpocrma mos no6oBb» (1959), «B npo-
wnom ropy B MapueH6age» (1961), «<Miopranb, unu
Bpemsa Bo3BpalyeHua» (1963), <BoliHa OKOHYeHa»
(1966) B nocnegytowme rogbl He BCcerga onpasAbiBasn
OXMAAHUS MOKNOHHNKOB COOCTBEHHbIX PAHHWX NEHT
— rno6anbHbIX MO 3aMblciy, 6ecrnoLafHbIX B APOCT-
HOM HENpUATYN By pP>Kya3HON AeNCTBUTENbHOCTY,
NoNMTNYECKN 6ECKOMMNPOMUCCHBIX. HO, CKa3aTb no
npaspae, BPAZ S MOXKHO MOCTaBUTb B BUHY PEXMNC-
cepy TO, YTO BHELLHe OTHOCUTENIbHO CTabusbHble
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3EPKAJIO

EENIEEETeIA®] Kornusa sepHa (Copie conforme) /

Pexx. Abbac Kinapoctamu

ocre Yepeabl <HE3PENULLIHBIX» 1
«OTpeLLeHHbIX» PUNbMOB, CBeAeH-
HbIX K 0fIHOMY Npremy — Oyab TO

«3abbiTas Kavepay B «[1ATV» U KpYMHbIN

nnaH B «LLnpuHy, Knapoctamm cHAn nog

CONHLIEM ToCKaHbl NoAYEPKHYTO yCI1I0BHOE,

OYeHb MPOHWYHOE Y iaXke POMaHTUYeCKoe
KMHO O TOM, YTO MOA 3TVIM COMHLIEM HUYero
HOBOTO, KOHEYHO ke, HET, HO — He CTOUT
3a0bIBaTb — TaM BCE eLlje Tenso v YIOoTHO.
[1Boe — oH (Ynnbam LWnmen) 1 oHa (MKio-
NbeT brHOLW) — BCTPEUAOTCA B MasieHb-
KOM WTanbAHCKOM ropogKe 1 NMpoBOAAT
BMecTe ofMH AeHb. OHa — dpaHLyKeHKa,
BfafeloLaa aHTUKBapHOM naskom. OH —
AHMNUNCKNI NMINCaTeNb, HAMMCABLUNI 3CCe
B 3aLUMTY KOMMI 1 penpodyKkumii. B kade
UX CIyYaiHO MPUHVMAIOT 33 MyXa U XKeHY,
MOC/1e Yero OHW NMOAXBATHIBAIOT 3Ty M0

80- 90-e Tak HEMOXOXM Ha bypHble 60-e? «<HoBas
BOJIHa» CTasla AOCTOAHMEM HefJaBHel UCTopuK, HO
UTO KacaeTcA NlobBM K KnHemaTorpady — e PeHe
He N3MeHSAN HUKOTAA, BapbUPysA CTUUCTUKY CBOUX
KaMepHbIX NIEHT 1 OTKPbIBas nnesge cBoux Jitobu-
MbIX aKTEPOB — TaKux, Kak CabuHa Azema n AHgpe
LUNPOKUI NPOCTOP AJN1A TBOPYECKMX
MoncKoB, 6yAb TO KAPTUHHO-MenogpamMaTmyeckas
«JTlo60Bb 0 rpoba», 3aMeLlaHHan Ha TeaTpasibHOW
3CTeTMKe Havana XX Beka onepetTa «TofibKO He

B ryObl» UM MenaHXonMyHas ncmxonornyeckas

[wocconbe, —

apama «Ceppua».

brnecrawemy aysty Asema n [liocconbe, Ayma-
eTcA, B HeMasion Mepe o6A3aHa CBOVIM yCNexom U
KapTuHa «[Jukne Tpasbl», CHATaA MO MOTBaM PO-
MaHa KpucTtmnana lanm «lMpowvclectauer. 3putensb,
YCMeBLUNIA 3aMNOMHUTb CTPACTHYIO, UMMYSIbCUBHYIO
CabuHy A3ema 1 MeuTaTenbHOro, paHUmoro [locco-
nbe, OTMETUT 1A Ce6A, YTO NCMONHUTENN KCTaperT»
BMeCTe CO CBOMMM NepcoHaxamu. Ho ctpaHHoe
fieno: 31o nuuwb fobasnaeT nm obaaHuA. Beap no-
BECTBYIOLLME O CaMbIX OObIYHBIX, TPOTaTENIbHbIX 1
y3HaBaeMbIX YyBCTBax «[Jukne TpaBbl» B 04epeaHON
pas3 AeKapupyioT, Mo CyTu, oOLen3BeCcTHOE: Halln
COBPEMEHHVKM — 1 OTHIOAb HE TONbKO GppaHLy3bl

HaLMOHabHOTO 3M0Ca, Urpasia «3TanoH-
Han paHLy*eHKa» BUHOLL — 11 B 3TOM
BVAMMOM HECOOTBETCTBIM He Oblfo
NpPOTUBOPEYNA. Tenepb TOYHO Tak e Ha
POJb «MAEANBHOTO MyKUMHbI» Kapo-
CTamu B3an f1ebioTaHTa U Henpodec-
CnoHana Yunbama LLnvena, n3sectHoro
AHMINICKOrO 6apUTOHa, KOTOPbIV B CBOEM
nepsom dunbMe AaxKe 1 He MblTaeTcA
BXWTBbCA B POJIb, HO U HI Pasy, BNPOYEM,
He BbIJAeT CBOW NeBYECKNIA TanaHT. B
[OBEPLLEHWY BCErO repou, He 3amvedad,
MVMOXOAOM NEePEXOIAT C aHMININCKOrO
A3blKa Ha GPaHLY3CKN 1 UTaNbAHCKIAN,
XOTA 1 TOBOPAT, YTO 3HAIOT TOSNBKO OAMH
13 HIX.

Krapoctamu 11 CBOIO KapTUHY Mpo-
HMYHO Ha3bIBaET BCErO NINLLb <KOMUEN»
— Konuelt 6ecynMcieHHOro KonMyecTea
APYrX GUIBMOB O MyXXUMHE U XXeHLUHE.
OfVH 13 ero Knaccuyeckinx npruemos
— B3MA repoes B Kamepy, C/IOBHO B
3epKarsno, B KOTOPOM OHU BUAAT cebs, a Mbl
— Ha 3KpaHe — BUAVM 1X, OOHAPYMBad
C HAMY BHYTPEHHee POACTBO. 3epKano
— TPETUN 1, BO3MOXKHO, MaBHbIN repoi
KuHemaTorpada Krapoctamu. [pomesxy-
TOYHOE 3BEHO MeX Ay KOMmewt 11 OpurnHa-
JIOM, OHO CHMMAET MeXAY HVMM BCAKMIA
KOHOAMKT. V1 NO3BONAET UCKYCCTBY ObiTh
No-HacToALLeMY CBOOOHbBIM.

EeeeHuti lycamuHckuti

BO3MOMHbIX HEraTMBHbBIX CEACTBIIA UHAN-
BMayanv3ma. lepon-nucatens Crnpalmsa-
€T YTO-TO Ha yN1Le Y CTapKKa-NPOXOXKETO,
Ha YTO TOT MeXAY AeIOM rOBOPHT, YTO
Mor 6bl ObITb €ro OTLOM. M Tak Be3fe: Hesa-
MEHMMBIX HET.

B npenbiayLiem dunbme Knapoctamm
«MpuH» OfHY 113 MPAHCKNX XKEHLLWH,
CMOTPALLMX B KMHOTEATPE SKPaHK3aLMIO

1 HAUYMHAIOT M300paxaTh Cyrnpyros ¢
MHOTONETHUM CTaXeM — BIIOTb A0 NOUT
MOJHOTO BXMBAHWA B CBOU «POMM». Tak
e 1 KnapocTtamm akcneprmeHTpyeT

C MeNoAPaMaTUUECKAMM U VIHTENNEKTY-
anbHbIMV KNWILLE, 3a1rPbIBas C KaHPOM

W NUTEPATYPON, HO BCAKMIA pa3 0OHapy-
XVIBAET ANCTAHLMIO — TPOCTO NOTOMY,
UTO «MEPBOUCTOUHVKIY ABHO YTpayeHbl
W HE[OCTVXKVIMBI. /] B STOM HET HIUero
Tparvyeckoro. HeopurviHanbHas MbiCib O
TOM, UYTO BCe UIIbMbl, BCE MENOAPaMbI, Kak
11 BCE OTHOLLEHWS, 1 BCE NIOAN, YCTPOEHDI
OfIMHAKOBO, HE 3BYUMT 31eCh KaK CMepT-
Hbli NprroBop. HaobopoT: oTcyTCTBME
NPETEH3MI Ha UCKIOUNTENBHOCTb 1
CTaBKa Ha aHOHMMHOCTb OKa3blBAOTCH Y
KnapocTtamv eivHCTBEHHbIM TeKapPCTBOM
OT OIMHOYECTBA, OTUYKAEHNS U [PYrX

— >KUBYT B 6€3HaiEXKHO «aJIMEHNPOBAHHOM» MUPE,
NMaHVYeCcKy onacaschb 3a CBO, B 60JbLIMHCTBE
CJlyyaeB, UTI030PHYI0 HE3aBNCMMOCTb U HEJTOBKO
MNbITasiCb 3aKamyhMpoBaTb COOCTBEHHYIO SMOLIMO-
HaJIbHYI0 He3aLNLLEeHHOCTb BCAKOro poja MackamMu.
HeynuBunTenbHoO, 4TO YyBCTBA M MPUBA3AHHOCTU
3[lecb nogyac ob6nyeHbl B popMy Tparmkommye-
CKMX CTPAHHOCTE: OT NaToI0rMyYeCcKom 3aCTeHYBO-
CTV A0 MUCTUYECKON OEPKMMOCTU NIOOUTENTbCKIM
aBmnacnopTtom. lepou, B UTOre, CTaHOBATCA KepPT-
BaMU HEMOAKOHTPOJSIbHOIO UX BOJE FOPOACKOro
XKM3HeTeUeHVA 1 HenenbixX CyYaliHoCTel — Bpoae
CJIOMaBLLENCA «<MOJIHUNY, BNEKYLLEN 3a COOOM aBUa-
KaTacTpooy.

KTo TONbKO B COBpEeMeHHOM K1HO, TeaTpe, nunTe-
paType He ceToBas Ha beccunve yenoBeka nepeq,
TOPXKeCTBYOLWMM abCypAoM ObITA: AHTOHNOHU
C Hem3MeHHoW cepbe3HoCTbio, DaccOmHaep C He-
CKpbIBaeMbIM capka3smom, Knopg Jlenywu ¢ HoTkamu
HencTpebrmMoro xnsHenoobus. AneH PeHe KoHCTaTu-
pyeT 3TO C MArKOW NPOHKWE, NOPOIO, FPaHNYaLLen C
CaMOUVPOHUEN, B TO e CaMoe BPeEMA HUKOTAa He OT-
Ka3blBasi CBOMM reposiM B Npase — 1 BO3MOXHOCTU
— BCEM CJTy4YaiHOCTAM Ha3/10 0CTaBaTbCA JIOAbMMU.

Hukonati lManeyee




BEPET JIEBbIW, BEPEI MPABbIW

«HOBAH BOJIHA» HABCEIZIA ISR ER=Ie NN Deux de la Vague) / Pex. IMmaHysnb JlopaH

cnex AOKYMeHTanbHOW NeHTbl SMMaHy3nA

JlopaHa, noxanyi, bbin rapaHTMPOBaH ellje

[0 Hauana CbeMoK, MOTPebOoBaBLUMX U3yYe-
HMA OrPOMHOIO MaCCVBa 3KPAHHOIO 1 MeYaTHOro
matepwuana (B ponv AOTOWHOW CTYAEHTKM B KapTUHe
BbICTYMaeT oHadA V3nnbaa fe becko, Kak ase Kanm
BO/Ibl MOXOXaA Ha HEKOTOPbIX repoVHbL GUIbMOB
«HOBOW BOSHbI»). VI HEYAVBUTENBHO: peub UaeT
O CaMOM, NOXanyK, N3BECTHOM ¥ NAOAOTBOPHOM
nepvioae B MCTOpUK GPaHLy3CKOro KMHO XX BeKa,
nopoauBLem Hemano mudos. OueBmaeH 1 BbIGOP B
KayecTBe [1BYX IMaBHbIX FepOeB 3TOro «napanienb-
HOrO XM3HEOMMCaHNA» PeanbHbIX T1MAepOoB dCTe-
TNYECKOrO ABMKEHWA: PAHO YWeAWero U3 X1U3Hu
®paHcya Tptoddo 1 BNNOTHYIO NprbnnKatoleroca
k csoemy 80-netuio KaH-JTioka logapa.

«400 ypapos» 1 «Ha nocnegHem AbixaHuw», B CBOe
BpemA 0003HauUMBLIME NPUXOA B KMHemaTorpad
HOBOrO TBOPYECKOrO MOKOJEHWS, ObINN ajpecoBaHbl,
npexae BCero, MOIOAEXM 1 CO3AaBANMCh MOIOAbIMM
JHOABMM, KeNaBLUVMK TPDAHCMPOBATh C 3KPaHa Npas-
[ly — KaKOW OHW ee BMAEeNM — O CBOVX POBECHMKaX. JTa
NpaBaa He nepecTtaeT BO/IHOBATb W KMHeMaTorpadu-
CTOB, W 3puTENen 1 cenyac — OCTaTOYHO BCMOMHUTb
«Meutatenen» bepHapno beptonyuum n «[Tpocto
nobosHVKoB» Gunvnna lappens.

Pexxmccep dMmaHyanb JlopaH B cBoel paboTe
M3naraeT ayaMTopum MacCy Manomn3BeCTHbIX GaKToB
1 CBUAETENbCTB O BENVIKUX KMHEMATOrpaducTax: B
YaCTHOCTH, O ponu AHAPe Manbpo, y4acTHMKA aHTU-
bawmnctckoro ConpoTMBAEHNA 1 NEPBOKIACCHOMO
POMAHWCTA, 3aHMMaBLLErO B Te roAbl NOCT MUHUCTPA
KynbTypbl OpaHLmy, B BbIABMKEHNUM A€OIOTHON NEHTH

Tptoddo Ha KOHKYpPC KaHHCKOTO KnHobecTnaans.
Y70 Ke 4O NO3MUMKM aBTOPA, HEOAHOKPATHO fe-
MOHCTpVpYIoLLero no xody Gunbma, — OH BCeleno
Ha cTopoHe Tpoddo, coxpaHAa NO OTHOWEHMIO K
fopapy MHTOHAUWMIO XONOAHOBATOM KOPPEKTHOCTH, —
TO TYT, UTO Ha3bIBAETCA, MOXHO NOCMOPUTL. Beab
[1en10, B KOHEYHOM CUeTe, He B TOM, UTO [1Ba AaBHMIX
€ANHOMbILUNEHHVIKA, BbILUEAWX 13 CTEH 3HAMEHNTOMN
DpaHLy3CKON CrHemaTeKn 1 AebloTMPOBaBLWNX Ha
CTpaHnuax «Kare Ao CMHEMa», 3aXBaYeHHble BUXPEM
napmxckoro Maa 1968 rofa, BKOHeL, paspyranmch,
Pa3onaACh BO B3rMAgax Ha obLecTBeHHYI0 GyHKLMIO
KMHO. Kak 13secTtHo, Tptoddo Ha pybexe 70-x nona-
ran, yto «lecAataa My3sa» LOMKHA LEeMKOM NOCBA-
TWTb ceba CNyXXeHWIo NCKYCCTBY, a foflap, C ronoBow
MOrpy3VBLUMIACA K 3TOMY BPEMEHM B MOAMPABNEHHbIN
Mo KUTaCKoMy 06pa3Ly MapKCU3M-NEHNHN3M, Obin,
HanpOTKB, YBEPEH, YTO NepBeNLLan 3afada KMHO — No-
NUTUYECKOE NPOCBELLeHVe Macc, 1 cropava 0603Bas
ObIBLIETrO NPUATENA MKeL oM. [leno B Tom, UTo B Camol
3CTETMYECKOW NNaTdOpMe «HOBOW BOSHbI» TalNOCh
Hemasno BHYTPEHHMX MPOTVBOPEUNIA, KOTOPbIE Tak
1 He yaanoch pa3pewmTb. To, Yero HeLoCTaBano
Teopuw, B 136bITKe BOCMOMHANOCH XyAOKECTBEHHOW
MPaKTUKOWN CaMUX PeXKMCCePOB. [JOCTaTOUHO BCMOM-
HWTb, UTO elle B 1963 ropy »KaH-Jliok fogap obpatunca
K KOMMepueckomy KrHemaTorpady, SKpaH13npoBaB
pomaH Anbbepto Mopasua «[pe3peHne», a ABafLaTh
NeT CNYCTA CHAN Ha CXOAHOM peanbHOM MaTepuane
He3abbiBaemyio neHTy «CTpacTb» — KapTUHY, MOA KOTO-
PO BMOJSHE MOT Obl, IYMAeTCA, NOANMCATbLCA U aBTOP
«AMEPUKAHCKOM HOUMY.

Hukonatii NMNaneyes

[1Y Tb CAMYPAA

KoHdepeHums, noceauleHHad 100-neTuio co AHA poxaeHna Akmpbl Kypocasbl

Tonetne Kypocassl, ouepenHas

KoHpepeHUMA. Kazanoch Obl, 4to

ellje HOBOrO MOXHO YC/IbILIATh, BE/lb
Becb KypocaBa 13yyeH BOosb v nonepek —
OfIHUX KYPCOBBIX, AUMIOMHbIX PAOOT 1
AMCCepTaLMiA HaNMMCaHO CTOMBKO, UTO He
cocumTaTh. TaK HET e, OKa3blBaeTcs, ellje
€CTb, UTO Y3HaBaTb 1 O €ro K13HW, 1 O ero
TBOPYeCTBe. XoTA 6bl 0 TOM, Kak Kypocasa

nosnnan Ha Manoii Teatp. OKa3blBaeTcs,
ewe 8 1979 rofly B OAHOM 13 UHTEPBLIO
AMNOHCKI METP BbICKa3as NPeAnonoxe-
Hue, yTo 13 apTucTa tOpra ConommHa mor
6bl, HABEPHOE, NOMYUNTLCA HEMOXOW
pexuccep. Ero cnoea ycnblwanu, Npaeaa,
noyemy-To B bonrapwu, Kyaa tOpna Medo-
AVIEBMYA VI NPUMIACUIV CTaBUTb CMeK-
TaK/b. BOT Tak 1 Hauanach pexwmccepckas
Kapbepa XyLOKeCTBEHHOrO PyKOBOAUTENA
Manoro Teatpa. A BOT Kakoro BavAHMA Ky-
pOCaBa He OKa3za: B KoHLe 80-x COnoMmH
npeanaran eMy NoCTaBWTb OO0 Cnek-
Taknb B Manom, 1 Kypocasa cornacuncs,
OCTaHOBMB CBOW BbIOOP Ha «/avioTe»,
MOTOMY YTO, MO C/IOBaM AMOHCKOrO
MacTepa, B GuibmMe emy B CBOE Bpems He
BCe Yanoch v «Hafo bbl monpasuTby. Ho,
K COXaNeHMIo, He CIOXMUNOCh — NomeLlan
BO3pPacT v 6onesHu.

Bnagummp Bacvnbes, GbiBLUMIA BTOPbIM
PEXMCCEPOM Ha Cbemkax «[lepcy Y3ana,
BCMOMMHAJ, Kak AeCATUNETUAMM XPaHWA Ui
6e3ycrelHo NbITanca onybnrkoBaTb CBOM
YHUKa/bHbIE 3anMCK 1 Kaapbl, HaKOMMB-
LMecA 3a [1Ba rofja COBMECTHOW paboTbl
¢ KypocaBo, 1 CMOT OCyLLECTBUTb CBOW
3aMbICeN MLLIb COBCEM HEABHO.

A nccneposateny yrayonanico 8 aebpu
Hay4HbIX M3blCKaHWI. [TpaBaa, Ha cen pa3
OCTaBWIN B NOKOE «PaceMoHay, «Cemb

camypaes» 1 «KpacHyio 6opogy». 3aTo BO
BCex NofpobHOCTAX LUa peyb 0 Npobie-
Max IMYHOCTY B «TEHM BOMHA», CUMBOMMKE
B «CHax», LUpeTe B «[lofgeckafeH», UcTo-
prYeckor Npaeae B «TpoHe B KPOBIY,

06 0COBEHHOCTAX PAOOTBI CO 3BYKOM 1
noabdope My3blKanbHbIX Npov3seneHwii. Mo
TPAAULMM He 060N BHVMaHVeM «/avio-
Ta», KOTOPbIN PACCMATPUBANCA B KOHTEKCTE
brnocodckoro NoTeHLmana KuHemaTo-
rpada B Lenom. [Mpodeccop ANOHCKOro

yHuBepcuTeTa B Cara KNHOKpUTUK KOUTpo
Hucrmypa nosefan o cBoeit HoBOW paboTe
«[letn Kypocasbl». [pnATHO CO3HaBaTb, YTO
MOCKBIYM, HABEPHOE, MEPBLIMI 113 3apy-
GEMKHbIX YMTaTENel Y3HaIOT O KHUre, Bbllles-
Len B ANOHMM MeHblLLIe MecALa Ha3ad. A
nccnefoBaHvie Hucmypbl, NOCBATYBLLETO
Kypocase He OfiH AeCATOK JIET, BUAVMO,
JENCTBATENBHO NMIOOOMBITHO. [I0CTaTOUHO
CKa3aTb, YTO OH YKa3blBaeT Ha BNAHME
TapKOBCKOIO, OLLYTUMOE B MOCNEAHNIX
Kkappax «CHOB».

B obuiem, no eavHoayLLHOMY MHEHWIO
YUYaCTHUKOB KoHGepeHUmu, Kypocasa
13y4yeH noka NpoueHToBs Ha 30-40 — Tak YTo
BCe eLLle Brepeau.

Mapus TepakonsH
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8 1> OVJIbMOB IRlelelaZiEmNY

TpaHHble NtoAK, O KOTOPbIX BeAEeT
peyb JleBaH Koryatwsunu, B NepBbix
Ke Kafpax BCTYNatoT B TParMkoMu-
yecKme OTHOLEeHKA. Ha NblAbHOM, COHHOW,
6e3 NPV3HaKOB eBPOPEMOHTa TOMIMCCKOM
ynuLe MAET BANAA OXOTa Ha OKPECTHYIO

waHTpany. MepcoHan B LUTATCKOM,
0YEBMAHO, BbIAAHHOM Ha CKMaze MecTHOM

NOAULMN, U OAVMHAKOBbIX TEMHbIX OUKaXx C
TOrO e CKaja BbICMATPMBAIOT MYyLLIEPOB.
Cepbill akkypaTHbI eXK1MK 6e30roBopoY-
HOrO BblAET MaBHOro Kora. ToT, YTo
MOHWKe YNHOM, KPaAETCA 3a MOAo3pe-
BaeMbIM B MOABOPOTHIO, FONOC1CTasA TeTka
TOXE NpecnefyeT HapKoMaHa — beaHary
CTOLUHWIO Ha TPOTyap, 1, He pa3obpas-
WNCb B AeTanax, dypwia 3aCTaBnAET MbITb
YAWLY NepeofeToro CTpaxa NopAaka.

bl

Quchis dgeebi) / Pex. JleaH Koryawsmnn

Bce 311 NpUKIoUeHWA XOTb Kak-To
pa3BevBaloT FOPOACKYIO CKyKy. Menkue
NapTL 3e/bs, KOTOPbIMY NepebrBaloTCA
6enonary, No3BONAKT ONepPaTBHUKaM
cobpaTb TOLLYIO JaHb 1 He ymMepeTb

OT TOCKM Ha parioHe. Bnipoyewm, oxoTa

3Ta — NMOHAPOLLKY. 3AeCb BCe APYr Apyra
3HaIOT, BMECTe KOrAa-To YUUINCh Y OAHWIX
1 TEX e Neaaroros. A Tenepb B TOM xe
TVMOBOW NOCTPOWKE COBETCKMX BPEMEH
yJarca ux et — byayuuve 6e3aensHuKN
1N MUAUMOHepsI. Lkona — B LieHTpe
PEXNCCePCKOro BHUMaHMS Kak MOAHbIV
KVHemaTorpapuieckmnii moAnroH, rae
HauVHatOTCA 3a0aBHbIE UMPbl, CKPbITbIE OT
7133 1 yLen poauTenel, npegnoynTato-
LLVIX HEe 3aMeYaTb, YTO AETCKME LLanocTu
yrKe faneko He 6e300MaHbI.

[epow, nnv noHayany aHTUrepon
«[1pOrynbLLMKOB», Heky — 6e3pab0THbIN,
€ro OCHOBHafA 3a00Ta — YKONOTbCA U 3a-
BbITHCA CPEAV TaKMX e, KaK OH, TPYTHEN,
M3rHaHHbIX 33 HeHaOOHOCTBIO TPYAO— 1
UaA0MOOMBBIMU MPY3UHCKUMI KEHLLV-
Hamu. LLIkonbHbI 3a60p otaensaeT OyaHn
ellle He 3HaOLLMX KI3HM FOHbIX Pa3boi-
HWKOB OT [1yPHOM 6ECKOHEUYHOCTM UIX
y’Ke HaBcer/ja BbIMaBLUKX 13 PeanbHOCTL
HE0bPOCOBECTHBIX OTLIOB. 3bIYHOMOMO-
Cble yunTenbHULbl 6e3yCretHo MbiTalTcs
NPOrHaTh NOAAIOLWMX AYPHOM Mpumep
nanalu nofjanblie OT WKOMbHOrO ABOPa.
Ho, HecMOTp#A Ha BCe TLETHbIE NPeao-
CTOPOXKHOCTY, N0 0be CTOPOHbI 3abopa
1 CTap v MNaf NpazaHyeT 6ecKoHeuHyto

FF dARL

CVIECTY V1 OKa3bIBAET [PYKECKMe YCIyr C
KPUIMVHAMbHBIM AYLWKOM. BeUHbIN ropos
Téunrcm npekpaceH B cBoemM obnynneH-
HOM BENNYMK. Ha Hem poavMble MATHA
BCex npoluefwmx 3nox. [ae-To, HaBepHoe,
NPOCTYNaeT »ene3006eTOHHbIN Mue-
HUYM, HO Kamepa K Hemy paBHOZYLLHA.

E Mnee nepecoxiwan noa HeLaaHbIm
COJHLIEM PbIXas WTYKaTypKa Ha GoHe
BEYHO3E/1EHOM I0XKHOW PACTUTENBHOCTMW.
LLIkonbHble MHTEPbEPbI C MOKPBITHIMM YHbI-
JIOW PblXKe-3e1eHON MaCIAHOM KPacKon

-J

MaHeX B «OKTAOpe»

CTEeHaMW TOXKE XPaHAT MaMATb O COBETCKOM
npoLwom. V1 Bce Tak e cobrpatoTca B
OOLIX TyaneTax Nof TYCKOW NamMoYKoM
/nbrya MOAHO OAETbIE IOHOLLI, KaK 1
BCerfa B 3TOW YyBCTBUTENBHOM K CTUITIO
CTpaHe, NOXOXKe Ha CBOVIX 3aMaAHbIX
OfHOTOLOK. HeKkn — 13 Tex, KOTOPOMY B
COBETCKWE repOHTONOTMYeCK/e BpemMeHa
He yCTynanu Jopory CTapLuve, a nocne
pacnafa Coto3a HOBble CTPOWTENN Kanwi-
Tanv3ma Counu ny3epamu 1 OTNPaBUAK Ha
0604MHy. BOT TaK 11 0Ka3anucb Ha ynuue
He CyMeBLLME MOB3POCeTb MyKUMHbI, yTe-
LIAACH TeM, YTO MOA MPY3MHCKMM COMTHLEM
He TaK YK 11 CIIOXHO BbIKMBaTb. MecTHasA
noMMuUMA ObICTPO YCBOWNA MPUHLIMMbLI Pbl-
HOYHOW 3KOHOMMKY. Konnmaua dunbma ¢
HaPKOTMKaMY, MOAOPOLLIEHHBIMM C LieMblo
NoMyYeHVA OnepaTVBHOM MHGOPMALWN,
BPAL N yanBUT poxaeHHbIX B CCCP. Yeku
NPUXOAWTCA BbIOWPATb MEX Y BONel
npeaatens 1 HeBose YeCTHOrO YesoBeKa.
Cpatb WKonApa, NOACEBLLEro Ha 3enbe,
BCe-TaKW He NO-MIOACKMN 11 MOA AaBNEHMEM
OnepaTVBHIKOB, yMEtoLLMX Nporvibatb
NOA V3MEHUMBBIN MU, B YeKr npockina-
€TCA «IBOPAHVHY C TOMAMCCKOrO [1BOPA,
KOTOPOMY PbIHOYHAA SKOHOMMKA He YKas.
A yeCTb JopOoXe NPOMaLLet Xn3HN.

McnonHuTtens ponn Yexm — yra Kote-
TULWBMIM — NPOdECCUOHANBHBIV AN3aHED.
Kak B mpeycneBatoLLem, MMMO3aHTHOM, 311e-
FaHTHO OLIETOM XyAOXKHUKE PeXuccep pas-
TAREN BANOTO, U3PANHO MOMATOTO Yekn —
TallHa PeXMCcepcKoro BugeHa. Bnpouewm,
1 cam [yra npuLLen B MOIHOe HeoyMeHWe,
NOMyYMB MpUMatLeHyvie oT KoryaLususm.
Tem He MeHee, BO MHOrOM bniarofjaps
KoTeTuLBIMAM MCTOPWA NPO MOMMLIENCKIX
1 HAPKOTUKV MPEBPALLAETCH B IMPUYECKYIO
Menogpamy o0 MaATe 1 TOMEH fiyxa.
HeybrBaemblin rpy3vHCKII KitHemaTorpad
COXPaHAET CBOVI HEMOBTOPUMbIN CraB
VPOHUN W IMPVIKM, HECMOTPA Ha MHOTO-
UNCTIEHHBIE <KITMHUYECKIE CMEPT, U XOTA
BCe CBA3V MeX[y HaLLMMM CTPaHaM1 AaBHO
pazpyLUeHbl, — 1301paTenbHOe KMHeMaTo-
rpaduueckoe CpoaCTBO Hesblbnemo. [la
3TO V1 He YANBUTENbHO — npodeccin JlesaH
yunnca Bo BIVIKe, a coseplueHcTsoBan
MacTepCTBO XOTb U B Hblo-Vlopke, Ho y
Bopunca GpymmnHa, pexviccepa 1 nefarora
POCCUCKMMN KOPHAMMI.

Aca KonoouxHep




THE LAST REPORT
ON ANNA

(UTOLSC:) JELENTES
ANNAROL)

JENeNN Dir. Marta Mészaros

Peter Farago, a literary critic, is invited to Brussels
to read a lecture about Flemish literature. He is far
from politics and peacefully coexists with the social-
ist regime. He does not take much time to think
when the state security police (AVH) entrusts him
with an important“mission”. He is to persuade the fa-
mous Anna Kéthly, who refuses to have anything to
do with the authorities, to return to her motherland.
Her comeback would be an important victory for the
regime. During the Hungarian revolution of 1956
Anna Kéthly was the leader of the Social Democratic
party and was a minister in Imre Nagy’s government.
Her popularity at the time was rivaled only by the
fame of the Prime Minister himself. After the defeat
of the rebellion she left the country and has been
living in exile for twenty years now, continuing her
political fight and ardently defending the freedom
of the Hungarian people and as ardently hating the
regime of Janos Kadar.

The young philologist is understandably curious
why he was chosen for such an important mission
as he is not even a party member. It turns out that
his uncle Laslo was Anna’s political associate and
the love of her life. The secret services who so far
have had no success with the rebellious woman,
expect that the not too young but still beautiful and
feminine Anna (despite the fact that all her life has
been devoted to politics) will melt under the surge
of sentimental memories.

At first that is exactly what happens. Anna is
initially wary, but gradually succumbs to persua-
sion, she favors the young man and even shows
signs of interest in the youth who reminds her of
Laslo. But she has gone through too many trials by
incarceration, torture, death of close friends to make
the tiniest concession to the regime. It would mean
betraying her previous life, her past, her ideals and
comrades.

All her personal happiness is squeezed into a
street phone-booth, a few coins dropped into the
slit and the far-away voice of the most precious man
on earth...

As for Mr. the Philologist, the whole story became
his eternal shame and disgrace. The story of his
meeting with Anna Kéthly is framed with the docu-
mentary shots of the “velvet revolution”and the
withdrawal of Soviet troops from Hungary and of his
bitter confession to the younger brother, who had
chosen a totally different road from the young age.
The road of freedom. The road, which Anna Kéthly
and Laslo Farago had followed.

The film by Marta Mészaros, the classic of Hun-
garian cinema, who was always concerned with
the problems of freedom and totalitarianism, of
individuality and power, of the choice between per-
sonal happiness and duty, especially for a woman,
continues the best traditions of national cinema, the
cinema of “moral unrest”.

The movie gives a detailed picture of the historical
background, which the director knows well (in 2004
she made a film “The Unburied Man” about Imre
Nagy). Prominent political leaders, like Golda Meyer,
the Israeli Prime Minister, appear against the back-
ground of the Hungarian revolution. We see them
not on the rostrum, but on Anna’s sofa with a glass
of good old wine chatting about women'’s affairs...

Like most movies by Marta Mészaros, this one is
very personal. She had to go through the nightmare
of totalitarianism herself. Her father, who emigrated
to the USSR in 1935, perished in Stalinist Gulag, the
drama of 1956 is her personal drama. The tragic past
won't let go, the wounds still hurt.

Evgenia Tirdatova

CERTIFIED COPY

(COPIE CONFORME)
Dir. Abbas Kiarostami

After a series of “unentertaining”and “estranged” films,
which were to a greater degree based on just one artistic
device - be it “forgotten camera”in “Five Dedicated to
Ozu” or close shots in“Shirin’, director Abbas Kiarostami
made a film under Tuscan sun — and it is intentionally con-
ventional, very ironical and even romantic movie telling
that there’s nothing new under this sun, but we shouldn’t
forget that it s still very warm and cozy. Two characters - a
man (William Shimell) and a woman (Juliette Binoche)
meet in a small Italian town and spend the whole day
together. She is French and is the owner of antique shop.
He is an English writer who has written an essay in behalf
of copies and reproductions. In a café they are accidentally
taken as husband and wife, and later they take up this
idea and start to act as a married couple - and end up
with actually playing in their new “roles” The same way
Kiarostami is carrying experiments with melodrama and
intellectual clichés, “flirting” with genre and literature, but
keeping the distance - just because “source material”is
long lost and unreachable. And there’s no tragedy in this
fact. An almost traditional idea that all films, all melodra-
mas, just like all the relationship and all the people are
organized in the same way, doesn’t sound her as a“death
sentence” Just the other way round: absence of claims
for oneness and stake for anonymity turn out to be here
the only possible cure for loneliness, estrangement and
other possible negative consequence of individualism.
The writer refers with some question to some old man
on a street, and he tells him between this and then that
he could be the hero’s father. This is the idea: there are no
people who can't be replaced.

In Kiarostami’s previous work “Shirin” Juliette Binoche
played one of the Iranian women watching in the
cinema a screen adaptation of national epos —and
there was no contradiction in this seemingly obvious
discrepancy. And now just the same way William Shimell,
famous English baritone, was casted as “a perfect man”
—and Shimell doesn't even try to play in his part, but
however neither does he ever show his singer’s talent.

In addition to this, characters casually start speaking not
only English, but French and Italian, though they are say-
ing that they know only one of them.

Ironically, Kiarostami calls his own film just“a copy” - a
copy of an endless number of other films about a man
and a woman. One of his traditional artistic devices is a
look of film's character’s straight in the camera, like in a
mirror, where they can see themselves and we can see
them, finding some strange inner resemblance with
them. Mirror is the third and probably principal protago-
nist of Kiarostami's cinema. Being an intermediate link
between a copy and an original, it erases the conflict
between them and lets art be truly free.

Evgeniy Gusyatinskiy

WILD GRASS

(LES HERBES FOLLES)
NEWAYAYEESREAYER] Dir. Alain Resnais

Alain Resnais, a longtime veteran of the “cinema
d‘auteurs’ movement in European cinema whose films
were presented at the Moscow Film Festivals since 1959
is now as full of creative energy and inventiveness as
ever. Needless to say, some of those people who had
enthusiastically greeted him at the New Wave glorious
period as one of the bravest innovators of film tech-
nique and author of great anti-fashist, anti-militarist and
anti-colonialist films such as “Hiroshima mon amour’,
“L’Annee derniere a Marienbad’, “Muriel ou le temps
d’un retour” and “La guerre est finie’; are not so prone to
applaud to his later movies having to do rather with psy-
chological than political matters. However, tempora mu-
tantur, and any artist's evolution is a many-sided mirror

of the epoch he lives and works in. Whatever the vices
and deseases of postindustrial civilization, the 1980s

and 1990s in the West were nothing to be compared
with thunderous 1960s, and, saying in brackets, the New
Wave itself is nowadays a subject more for cultural than
sociopolitical debate. So it would hardly be fair to accuse
later years Resnais of any kind of aesthetical opportun-
ism; all the more so, since practically all of the director's
films made in past three decades are convincing proofs
of his longlife devotion to cinema as art, as variegated

as one could imagine. In fact, Resnais the artist never
repeats himself ever offering his favourite actors (Sabine
Azema and Andre Dussollier, not to mention the others)
a good chance to feel free and natural in the given genre
frame, be it a romantic melodrama“L’Amour a mort’, a
theatrically decorated opera-buff “Pas sur la bouche”or a
slightly melancholic modern comedy drama “Coeurs".

The brilliant duet of the two has mostly defined a
success of “Wild Grass’, latest of Resnais” films, freely
adapted from Incident, a novel by Christian Bailly. Those
who have sympathized with passionate, impulsive
Azema and dreaming, thoughful, vulnerable Dussollier a
few years ago perhaps notice today that these remark-
able actors are slightly “ageing” as well as their charac-
ters. But, strange as it may seem, this sad predicament
only makes them look better. It is hardly surprising since
nature makes no exceptions. Neither does modern so-
ciety, and “Wild Grass" depicts our everyday contempo-
raries with their common feelings, frights and phobias,
however strange and paradoxical (from Dussollier's
almost pathological incapability to communicate up to
Azema's obsessive infatuation with amateur air-flying)
those feelings, frights and phobias may seem. Again, as
many times in the past, the main theme of “Wild Grass”
is a human vulnerability and a lot of threats to it from
totally alienated outside world populated with individu-
als wearing all kinds of protective masks which provide
one - at best - an illusion of independence in private life.
However, this illusion of independence is being inevita-
bly shattered as soon as something unpredictable and
unguessable, such as suddenly broken trouser-button or
a miraculous birth of main female character's best friend
baby, happens.

Triumph of the absurd and man’s impossibility to
oppose it has been a subject of masterpieces by Mi-
clelangelo Antonioni, Reiner Werner Fassbinder, Marco
Ferreri, even Claude Lelouch, to mention just a few first-
class cinema authors. And each of them interpreted it his
own way: Antonioni with dead seriousness, Fassbinder
with furious sarcasm, Ferreri with totally pessimistic
indifference, Lelouch with indestructible optimism. Alain
Resnais makes it with a touch of light irony sometimes
bordering on self-irony but never denies his characters,
whatever the circumstances, a right — and a chance - to
stay human beings.

Nikolay Paltsev

TWO IN THE WAVE

(DEUX DE LA VAGUE)
Dir. Emmanuel Laurent

One could guarantee public’s attention to Emanuel
Lorent’s documentary on two leaders of the French New
Wave in advance. Not surprising: it is a movie containing
a lot of printed and film material on the subject, with
beautiful Isild de Besco as a young student of cinema,
treating art and society of the thunderous 1960s, one
of the most prodigious periods in the history of French
cinema not once described, anthologized and even my-
thologized during later decades.The spectators’ interest
to the film in question could in no way be lessened by
the grand figures of the two director-protagonists of this
screen “parallel biography’, for those are early deceased
Francois Truffaut and Jean-Luc Godard, now nearing his
eighty years jubilee.

“Cinema-verite® embodied in “Les 400 Coups”and “A
bout de souffle’, films which signified in 1959 the rise of
the new generation of film creators, was addressing itself
mostly to the young. Not surprisingly, both of them were
film debuts of equally young authors who translated
their vision of life, its truths and its problems, to boys and
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girls of their own age. And no wonder that Truffaut's
and Godard's vision of life in its painful complexity is
still an object of interest for the youth of the upcoming
Third Millennium, however different the present situa-
tion in Europe and elsewhere. The comparatively new
films-retro by Bernardo Bertolucci (“The Dreamers”) and
Philippe Garrel (“Les Amants reguliers”) are nothing but
an additional proof to the matter.

One may be justly envious of Emanuel Lorent's
cinematic erudition, for he and Antoine de Baecque the
script writer made public a lot of less-known and practi-
cally unknown facts and archive documents (to put an
example, of the decisive role played by Andre Malraux,
afamous writer and member of the Resistance in World
War Two, by the end of the 1950s a Minister of Culture
in the Gaullist government, in selecting “Les 400 Coups”
as French official entry for the Cannes film festival). As to
the author's attitude - fairly sympathetical to Truffaut's
views and neutrally correct, with a touch of coldness, to
Jean-Luc Godard's - attitude more than once demon-
strated in the film, one cannot completely take it for
granted. It is true that these two “enfants de la Cine-
matheque Francaise’, who in the beginning of the 1950s
were young and rigorous authors of “Cahiers du cinema’;
becoming involved in the stormy events of May 1968,
on the eve of the 1970s stopped to communicate due to
differing views on the social function of cinema. Truffaut
at the time came to the conviction that the superior aim
of cinema is promotion of beauty; Godard, on the other
hand, after thunderous strikes of 1968 dedicated himself
to studying Chinese-modernized Marxist-Leninist dog-
mas and proposed that cinema’s most important task is
political enlightenment of the people. It is true even that
the latter, upon seeing Truffaut's manifest film “Day for
Night’, in a letter called his former friend and colleague
“a liar”; still, reasons for the crisis and fall of the New
Wave seem not to be analysed in Lorent’s documentary
in all of their complexity. As usual, real creative practice
makes necessary corrections to theory; whatever the
inner contradictions in widely spread declarations of the
New Wave one-time leaders, one cannot escape the fact
that as early as 1963 Godard demonstrated his vision of
cinema as art and industry in “Le Mepris’, an adaptation
of Alberto Moravia's novel, and two decades later, again
thinking of cinema and its influence on modern life, shot
his unforgettable “Passion” — a movie, which, in my view,
might be underwritten by Francois Truffaut.

Nikolay Paltsev

STREET DAYS
(QUCHIS DGEEBI)

SHZARIMYE Dir. Levan Koguashvili

Strange people in Levan Koguashvili's film enter into
tragicomic relationships from the very first shots. In
a dusty, sleepy Thilissi street without visible traces of
European-style remodelling, a sluggish hunt for local
hoodlums is under way. Types in civilian clothes, prob-
ably given out at a local police warehouse, wearing sun
glasses from the same store are looking for pushers. A
neat grey crew cut is an unmistakable sign of the chief
cop. His subordinate stealthily follows the suspect into
the courtyard. A loud-mouthed woman also chases the
drug addict: the poor sod threw up on the pavement
and the termagant, without going into detail, makes
the plain clothed cop wash the pavement. All these inci-
dents help to enliven the city drabness at least a little bit.
Small amounts of grass that the poor devils deal with,
provide the meager contribution for the policemen and
save them from death of boredom on their precinct.
But then, this hunt is a mock one. Here everyone knows
everyone else, once they all studied together with the
same teachers. And now their children - future idlers
and millionaires — go to school to the same standard
Soviet-type building. The school is the centre of the
director’s interest as a popular cinematic testing-ground,
where funny games start, away from the eyes and ears
of parents, who prefer not to notice that children’s
pranks are no longer innocent.

The hero, or rather the anti-hero, of “Street Days"is
Chekie, an unemployed, whose main concern is to get

the injection and forget about everything amidst the likes
of himself, amidst the idlers who were thrown out by the
work- and child-loving Georgian mothers. The school
fence separates the days of young bandits who do not
yet know real life, from the insane eternity of their fathers
who have already dropped out of the reality once and for
all. Loud-mouthed teachers make useless efforts to drive
further away from the school yard their fathers, who are
setting a bad example. But despite all the futile precau-
tions everyone is having a constant siesta and doing
slightly criminal services to each other. The eternal city
of Thilisi is beautiful in its washed-out grandeur. It bears
the birthmarks of all the past epochs. Somewhere there
probably is the concrete Millennium, but it does not inter-
est the camera. It pays more attention to the sun-dried
brownish stucco against the background of the perennial
greens of the South. The drab greenish-yellow school
walls also preserve the memory of the Soviet past. Stylish-
ly dressed youths, looking like their Western peers, keep
gathering in communal lavatories under llyich’s lamp as it
has always been in this country sensitive to style. Chekie
belongs to the generation to whom the elders did not
give way in Soviet times and whom the new capitalist
builders proclaimed the generation of losers, follow-
ing the fall of the Soviet Union, and swept aside. That is
how these men, who had no chance to grow up, found
themselves in the streets, consoling themselves that it is
not too hard to survive under the Georgian sun.The local
police readily learnt the basics of market economy. The
conflict in the film concerning a certain amount narcotics
slipped in with the aim of getting tactical information will
hardly surprise the viewers born in the USSR. Chekie has
to make a choice between being a free traitor or an incar-
cerated honest man. It is somehow inhuman to tell on the
schoolboy hooked on grass. Under the pressure of the
expert investigators Chekie suddenly discovers in himself
a"nobleman from a Thilisi courtyard’, who does not give
a damn for the market economy. And for whom honor
is more important than the trash life. Guga Kotetishvili
playing Chekie is a professional designer. It is a mystery
how the director recognized the slack, flabby Chekie in
the successful, imposing, elegantlydressed artist. Guga
himself was utterly baffled when he received Koguash-
vili's invitation. Thanks to Kotetishvili the story about po-
licemen and drugs turns into a lyrical melodrama about
the languor of spirit. The indestructible Georgian cinema
preserves it its unique blend of irony and lyricism despite
numerous “clinical deaths”and although all relations
between our countries have been severed long ago, the
cinematic kinship is unshakable. No wonder, since Levan
learnt his profession at VGIK and got further education in
New York, where his mentor was Boris Frumin, a director
and professor with Russian roots.

Asia Kolodizhner

KUROSAWA - 100

Press-conference

100th anniversary of Akira Kurosawa, another
conference. What else is there to say, when Kurosawa'’s
heritage has been analyzed far and wide, given all
those course works, diploma papers, candidate and
doctoral theses. But as it turns out there is still a lot to
be learnt about his life and work. For example about
his influence on the destiny of the “Maly” theatre. Back
in 1979 in an interview the Japanese master made an
assumption that the actor Yuri Solomin could become
a good director. His words were heard, but for some
reason in Bulgaria, where Yuri Mefodievich was invited
to direct his first theatrical production. It marked the
beginning of the directorial career of the artistic director
of the “Maly” Theatre. And here is another example of
the impact that Kurosawa did not have: in the late 80s
Solomin suggested that he should direct any play at the
“Maly” theatre, and Kurosawa agreed. He chose “The
Idiot’; explaining that in the movie he had not been
quite successful and would like to redo certain things.
But unfortunately the project did not work out because
of the age and illness.

Vladimir Vasiliev, who was second director on “Dersu
Uzala’; recalled how for decades he preserved and
unsuccessfully tried to publish his unique records and
footage accumulated during two years'work with
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Kurosawa. It was only recently that he managed to put
his idea into practice.

As for the scholars, they dived deep into the thickets
of scientific research. Though this time they let be
“Rashomon’,“The Seven Samurai”and “The Red Beard"
Instead they concentrated on the problems of indi-
viduality in“Shadow Warrior’, discussed the symbols in
“Dreams”, the color in “Dodeskaden’, the historical truth
in“Throne in Blood’, spoke about the peculiarities of the
use of sound and the choice of musical pieces. As usual
“The Idiot” was not forgotten. This time it was analyzed
in the context of the philosophical potential of cinema
in general. The professor of the Japanese University in
Saga, film critic Yuichiro Nishimura introduced his new
work “Kurosawa'’s Children’”. It is somehow comforting to
realize that Muscovites are probably the first among for-
eign readers to learn about a book which was published
in Japan less than a month ago. Nishimura has devoted
several decades of his life to the study of Kurosawa's
films and his book seems intriguing. Suffice it to say that
he points to the evidence of Tarkovsky’s influence on
Kurosawa in the last shots of “Dreams”.

The general consensus of the participants was that so
far only 30-40 percent of the phenomenon called “Kuro-
sawa” has been studied. So there is more to come.

Mariya Terakopyan

NOTES OF A WOMAN
SOLDIER

(NWEOBWEONGSAUI

SUGI)
Dir. Jang Kil Hyon

Having graduated from school young Hyang Sun
joins the People’s Army and soon is sent to a remote
military post near a railway station. At first young
and naive girl finds it difficult for herself to get
along with the service. Not because of her colleague
women, but because she has some doubts about
her feature career perspectives. Although it’s not
hard to guess that in the end the girl will change
her mind, having known about some heroic stories,
finally decides that this is the place she belongs and
even perform her own little feat.

There are people who like to tell jokes about
South Korea and laugh at the fact that four Korean
football players having come to World Cup in South
Africa didn't bother with scoring goals and instead
took their chance and ran away. But the fact is:
cinema of Republic of Korea is still a big secret for
the rest part of the world. The notorious experiment
of Chinese cineasts who decided to shoot a remake
of the Soviet film “The Dawns Here Are Quiet” wasn't
considered as a success, though all the formalities of
style were copied there with accuracy. South Korean
director Jang Kil Hyon made a lot more interesting
film: his movie doesn’t copy or forge something, in-
stead of it his picture produces the screen tradition
that of the Soviet cinema of a certain period -
somewhere between 40s and 50s, when war feats
were gradually replaced by private stories. Viewer
who has seen at least two or three films of a cor-
respondent period, will definitely recognize the
intonation: with all of the close shot of smiling faces,
long traveling through space and nature, a little bit
clumsy action... Curiously enough for the film tell-
ing that the debt for motherland is more important
that everything else in the world, but a breath of
life can be felt here. As well as air and light. Those
light tends to come through even the most radical
political stories. And on the other hand - the story
about a gold-digger who is rectified by life is an
everlasting story. So let the secret of North Korean
cinema be no longer secret. And it seems like the
time has come to stop laughing: in the recent match
with Brazilian team at World Cup Korean team lost
just one goal.

Olga Artemieva
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MOCKOBCKUIA KWHO®ECTUBAIb.
B3rnaA B NPOLIOE. TOA 1971

7-i MOCKOBCKWUI KUHOGECTVIBASb.
PacckasbiBaet potorpad Mropb [Hesatues:
«AHpKen Baraa oueHb pa3roBOpUMBbLIN 1
VIHTEPECHBIV Yenosek. A Tak Kak Al CTapa-
I0Cb CHUMATb MMEHHO TO, YTO MHE XOUeTCA
pacckasatb O YenoBeke, TO A MoviMan 1
cpoTorpaduposan ero nocsne npecc-
KOHGEePEHLMM — Kak pa3 B TOT MOMEHT,
KOTZla OH C KeM-TO Pa3roBapysay.

MIFF. FLASHBACKS. 1971

The 7 Moscow Film Festival.
Photographer Igor Gnevashev:

«Andrzej Wajda is a very interesting and
talkative person. And since I'm trying

to depict the things I want to tell about
people, | took a picture of him after a press-
conference, just when he was talking to
somebodys.
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(000 MusHb ypanack / Lucky life XypoxecTBeHHbIN, 1 97
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14.00 lOHas 30Ha / Zona sur OKTA6pb, 6 108
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Boxhagener platz
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16.00 Letu Mamupa / Children of Pamir OkTAbpb, 3 76
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18.30  BaBunoH XX/ Vavylon XX OkTA6pb, 3 100
18:00 EBpasuew /Indigene d'Eurasie OKTAGpPD, 2 107
19.00 LlepemoHus / La cérémonie OKTA6pPb, 4 112
18:20 TaHeu: banet MNMapwuxckoii onepbl / OKTAGpPD, 5 159
’ La Danse - Le Ballet de I'Opéra de Paris 19.00 CHeXHbll1 38epekK, KenesHble BOPOHbI / OkTAb6pb, 11 19,59
: Lumikko, Iron crown
18:30  [lpoucxoxpeHue / Creation OkKTA6pPb, 7 108
Jio60Bb 1 Apyrrie AeMoHbI / OKTA6pb, 2 97
18:30  Komwccapbl / Comissars OkTA6pb, 3 78 19.00 Del amory otros
([0 Posouka/ Rozyczka Xy[OoKecTBeHHbIN, 1 118 19.00 Hocranbrua no ceety / Nostalgia de la luz OKTA6pb, 6 90
19:00  Ap/Lenfer OkTAGPb, 4 100 19.15  Bupeo BenHu / Benny's video OKTABPb, 9 105
19:30  besyxuit / Desorejado OkTA6pb, 11 90 19.45  An6aneu / Der albaner OKTA6pb, 1 105
19:30  WaHc/Chance OKTAGpb, 6 90 2000)  [ukapb / Savage XyL[oXKeCTBeHHbI, 1 83
20:00 Bopobe / Sparrow OKTA6pD, 1 90 2015 Xouy CBUCTETb - CBULLY / OKTAGpb, 7 94
20:00 CpenaHo B CLLA / Madeinusa OkTA6pPb, 9 100 ] Eu cand vreau sa fluier, fluier
20:15  [ukme TpaBbl / Les herbes folles OKTA6pPb, 8 104 2045  Konma epHa / Copie conforme OxTsbpb, 8 106
20:45 Mporynblyvkm / Quchis dgeebi OkTA6pb, 7 86 2100 Ceanka/Waste land OkTAGPD, 5 98
21:00  Mwuccua JloHaoH / Mission London OKTA6pb, 2 107 21.00 O.'E"Ha*nb' Ha A1kom 3anage/ OkA6pe, 6 175
C'era una volta il West
. CrpaHa myxomopos / OkKTA6pb, 11 70
21:30 The land of fly-agarics 21.30 Bupeonossusa /VIDEOPOETRY OKTA6pPb, 11 63
5130 XopoLuwii, NAOXol, 370/ / OKTA6pb, 6 161 A0l XonocTble BbicTpenbl / Mine vaganti XypoxecTBeHHbIN, 1 110
’ Il bono, il brutto, il cattivo 22.00 KpacHbiin nep. Cara o XaHtax / Krasnyi led OKTA6pPb, 2 100
AR VicuesHoseHue Ikynun / Giulias Verschwinden  XynoxectsenHbii, 1 87 22.00 KauHa [apk/ Jeanne d'Arc OKTAGpPb, 9 160
21:45 MocnepHun cueHapun / El ultimo Guion OkTA6pb, 5 113 2200 Banbcupytowue / Les valseuses OkTA6pb, 4 117
22:00  3a Hawwux MobumbIx / A nos amours OkTA6pb, 4 95 2230 Mpwuspak/The Gostwriter OKTAGpPS, 1 128

N.A.S.A.“A Volta", B peane, Abpukoc, daun, OkKTA6pPb, 8 920
22:30  MnactunuH, Huuero / N.A.S.A“A Volta”, Real,
Apricot, Oedipus, Plastacine, Nine De Rein

22:30  OkeaHbl / Oceans OKTA6pb, 1 84
22:45  TAatbi anemeHT / The fifth Element OkTA6pb, 9 126 - Mpecc-nokasbl

PEOKOJIIETUSA: OfbIA APTEMbBEBA /MTOPb CABE/BEB /ACA KONMOAVMKHEP /AHAPEN LTONEB /EKATEPVIHA BACVHA /VINbA KOMBINIOB /EBA KPAYC/MUXAN KYKWH / IOPUV NABYHCKIY / KPUCTUHA HATOEBA /
AHACTAC NEPYLLKIH /METP LLEMOTUHHMK MEPEBOAbI: MAPWA TEPAKOMAH, OJTbIA APTEMbEBA ®OTO: BIIAAVMIIP MAKCVIMOB BEPCTKA: MAPUA PEBAKMHA MAKET FA3ETbI: AMATPUI METENKH /OJTbrA JIbHAHAA



32 MOCKOBCKUW MEXXQYHAPOHbIA KNHO®ECTUBAJIb MPOBOAUTCA NPU MOAJEPKKE
MWHUCTEPCTBA KYJIbTYPbl POCCUNCKON OEAEPALUA
32 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION

CMOHCOPbBI 32 MMKO® / 32 MIFF SPONSORS
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YPE3MEPHOE YNOTPEBJ/IEHVIE MVBA
BPEAVT BALIEMY 3JOPOBbIO

7 KommepcaHTb H3BECTHA

104.7 obLeHauoHanbHas rasera
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